John the Baptist and the descending dove, symbol of the Holy Spirit, are of course integral components of the scene, whose presence is required by the narrative.9 The waterbearing attendant, whose presence is suggested by drapery remains and the fragmentary stream of water, recalls similar attendant figures, such as an urn-bearing angel or personification of the Jordan, which appear in numerous Baptism scenes.10 Somewhat less common, at least in the twelfth century, is the representation of Jesus as a beardless youth rather than a mature, bearded male. However, although unusual in the later Middle Ages, this is a fairly frequent ingredient in early Christian Baptism scenes, and can be traced to the first surviving representations of the event."
The most intriguing and problematic feature of the scene is the baptismal font in which Jesus is seated. This detail initially might not strike the modern viewer as illogical: indeed, why would a baptismal font not be appropriate in a scene of the Baptism of Jesus? However, it is imperative to recognize the rarity with which the medieval Baptism formula has been so modified. As is well known, the conventional formula for the Baptism of Jesus portrays the Saviour standing in the Jordan river, in accordance with Scriptural accounts of the event. Of the hundreds of medieval examples of the scene which survive today, perhaps only a dozen depart from this formula to depict Jesus baptized in a font or tub.12 The presence of a font in the San Juan de la Pefia Baptism thus must be recognized as a significant abrogation of an otherwise consistent iconographic tradition, for whose abandonment some explanation must be sought.
Few iconographic parallels with the San Juan de la Pefia Baptism scene survive at all in medieval imagery. However, several close comparanda can be found, all likewise native to Spain. Considered along with the San Juan de la Pefia capital, these present a strikingly uniform group which is nearly as consistent in date and provenance as in iconography. With the exception of one earlier work, whose special circumstances will be discussed below, all these examples date to the twelfth century and originated in the far northeastern corner of the Iberian peninsula, within the borders of the newly merged Catalonian-Aragonese monarchy known now as the medieval Crown of Aragon.13 The small number, comparable dates, and relatively limited dispersion of these works allow them to be studied as a coherent group, which seems to have descended from a single, in-
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Cloister of San Juan de la Pefia ventive iconographic prototype whose influence upon the art of northeastern Spain was to be potent, if short-lived.
Related Romanesque Images of the Baptism in a Font
One other example of the Spanish Baptism in a font appears, like the San Juan de la Pefia scene, in a monumental context. It is found in the late twelfth-century north portal of San Salvador in the Aragonese town of Ejea de los Caballeros (Zaragoza), approximately sixty kilometers southwest of San Juan de la Pefia.14 At Ejea, as in the cloister, the Baptism is part of an extensive cycle of the Life of Christ, which here unfolds on three historiated archivolts above the north door (Fig. 4) . Although the surface of the archivolts is now partly obscured by thick, multiple layers of blue and red paint, the sculpted figures beneath have survived largely intact.
Most of the iconographic elements that survive in the San Juan de la Pefia Baptism appear in more complete form at Ejea. A youthful, beardless Jesus, cross-nimbed, awaits Baptism in a footed font; the remains of a dove appear above his head. At left, John the Baptist places his hand upon the Saviour's breast in a gesture identical to that in the cloister capital. The most notable difference between the two images is the omission at Ejea of the attendant figure, a discrepancy possibly caused by the spatial limitations of the narrow voussoir to whose surface the scene is confined. In spite of this, it is evident that the two Baptism scenes depended upon the same iconographic prototype, for they share the most peculiar and characteristic features of the scene: the youthful, beardless Jesus, and the footed font in which he awaits baptism. In the Gerona manuscript, the Baptism appears on folio 189, where it occupies the same place within the text as it did in the Turin codex, following the storia of Revelation 14:1-5 (Fig. 6) . Stylistically, the Gerona illumination differs markedly from the Romanesque miniature in its typically Mozarabic spacelessness, vibrant hues, and tendency toward linear pattern. However, the iconography of the scene compares minutely with that of the Turin image. Once again, a youthful Jesus crouches in a footed font, which this time is adorned with stylized scroll and scallop forms. The Baptist stands at left on a mound of stones, his hands again placed on the abdomen and thigh of the Saviour. A dove descends directly above Jesus' head, and several large fish leap in the Y-shaped waters of the Jordan. A nearly identical inscription identifies the scene and its components.29 These similarities leave little doubt that the Baptism in the Gerona Beatus served as the direct inspiration for the same scene in the Turin manuscript. In this case, the Gerona scene may also be identified as an early relative, perhaps even an ancestor, of the similar Baptism images at Ejea de los Caballeros and San Juan de la Pefia.
The Beatus of Gerona is dated A.D. 975 by a colophon, which also records the names of its scribe, the monk Senior; its commissioner, the abbot Dominicus; and its two artists, the nun Ende (or En) and the monk Emeterius.30 A scriptorium is not identified, but the work has been plausibly ascribed to Le6n, perhaps to the monastery of San Salvador in Tibara, where Emeterius and Senior are known to have collaborated on an earlier version of the Beatus Commentary.31 The circumstances of the Gerona manuscript's transmission to the cathedral for which it is named remain unknown; Cid and Vigil have speculated that the codex might have been acquired as part of a general effort by the monastery to increase its library holdings, if not in the course of an individual expedition by one of the canons of the cathedral.32 Whatever the case, it is clear that the eleventh-century arrival of the Beatus in Gerona was a catalytic event, for little time seems to have elapsed before its illuminations had begun to inspire local imitations.
Indeed, the dissemination of the formula of the Baptism in a font is neither the only nor the earliest case in which the illuminations of the newly-arrived Gerona Beatus were put to use in northeastern Spanish works. Other examples are also known in which imagery from the Gerona codex was apparently adopted by local artisans. The most compelling of these is a relief fragment from the destroyed Romanesque cathedral of Gerona, published by Jaime Marqu6s Casanovas shortly after its discovery in 1961.33 The relief bears a pair of Apocalypse scenes clearly related to the Beatus cycle ( Fig. 7) : in the first, the Whore of Babylon offers a cup to a richly dressed male figure; in the second, she is mounted on the seven-headed beast. As Marques has observed, the scenes strongly resemble two illuminations from the Beatus of Gerona, which may well have served as their model.34 A more convincing illustration could hardly be found of the Leonese manuscript's impact upon the art of its new homeland. What is more, the fact that this influence can be found in a sculptural work provides further evidence that the imagery used in the Gerona Beatus did not long remain confined to the scriptorium, but also found its way into monumental art.
The early date of the Gerona Beatus, along with its perfectly timed arrival in Gerona and almost immediate adoption as a model for local, Romanesque works, render it tempting to identify the Gerona Beatus itself as the direct progenitrix of the Baptism in a font in all three of our later Spanish examples. However, this attractive hypothesis is undermined by several small but significant iconographic variations within the Baptism group. For example, the waterbearing attendant that appears in the San Juan de la Pefia Baptism is found neither at Ejea de los Caballeros nor in the two Beatus miniatures. Although limited space might indeed have caused the omission of this figure at Ejea de los Caballeros, the same cannot be suggested for the two manuscript scenes, where pictorial space is plentiful. Moreover, in both monumental scenes, Jesus is immersed fairly deeply in the baptismal font so that his figure is covered to either the chest or the hips, whereas in the two manuscripts, the font's edge reaches only to his knees. These variations are accompanied by a corresponding change in the position of John the Baptist, who in the monumental works places his hands on Jesus' breast or shoulder and in the manuscripts lays them on his abdomen and knee. These discrepancies suggest that at least two variant models of the Baptism in a font were already in use when our four examples were produced, and point not to the Gerona Beatus, but to some even earlier, common ancestor whose identity and date must as yet remain unknown. 
Formal and Theological Foundations
The most characteristic features of the Spanish Baptism in a font-the unusually youthful Jesus and the footed baptismal font-have never been accounted for. A logical explanation for the inclusion of a font, which indeed has been suggested with regard to other Baptism examples, would be that it reflects the widespread use of an artificial tub or pool, rather than a natural body of water, in baptismal rites of the period.35 However, although fonts are known to have been regularly used for baptism in early medieval Spain, archaeological evidence suggests that these were not of the footed type depicted in our Baptism images. Instead, surviving examples take the form of either a sunken basin entered by steps or a simple, footless stone tub.36 Meanwhile, it must be observed that such contemporary practices seem to have had relatively little effect upon most conventional Spanish Baptism scenes, which utilize the traditional Jordan formula. Indeed, both in Spain and elsewhere, the Jordan type of Baptism remained extraordinarily resistant to such changes, retaining its conventional form for centuries even as scenes depicting the baptism of other persons, such as that of the Frankish king Clovis, did begin to incorporate a contemporary font or basin.37
Rather than in a cultural model, the essential ingredients of the Spanish Baptism in a font should instead be sought in a pictorial one. Both the childlike Jesus and the footed font, the most unconventional features of the image, are easily recognized as traditional components of an entirely different Christological scene: the Bath of the Infant Jesus at the Nativity. This subsidiary scene, which may appear either within or adjacent to the Nativity itself, customarily depicts the child Jesus held in or over a tub or footed basin, attended by one or two women.38 A typical version of the scene in the eleventh-century Catalonian Bible of Ripoll (Bib. Vat., MS. lat. 5729, fol. 366v), for example, offers evident comparison with the Spanish type of the Baptism in a font, most particularly with that at San Juan de la Pefia (Figs. 2, 8 Coupled with the notion of baptism as a cleansing ritual was the widely held belief in baptism as a spiritual rebirth, an idea rooted directly in Scriptural sources. John 1:12-13 refers obliquely to such rebirth in describing the faithful as "sons of God," born "not of blood, nor of the will of the flesh, nor of the will of man, but of God." The same association is made more explicitly in John 3:5, when Jesus tells Nicodemus, "Unless a man be born again of water and the Holy Ghost, he cannot enter into the kingdom of God," and in Titus 3:3-7, where "the laver of regeneration and renovation of the Holy Spirit" are described as the means of Christian salvation. On the basis of these Scriptural precedents, the notion of baptism as a new birth or rebirth would become a repeated theme in both Eastern and Western literature. 47 Most significant to our study is the fact that in some of these writings, the concept of baptism as a new birth is literally combined with that of the ritual bath, so that baptism is described essentially as the bathing of the new-born Until the fourth century, both festivals were celebrated on January 6, often in a single ceremony commemorating the parallel manifestations of Christ made possible by the two events. When, after that date, the feast of the Nativity was relocated by the Western, and eventually also by the Eastern Church to December 25, the January 6 celebration remained focused on the theme of Christ's Epiphany.54 As such, it sometimes continued to link certain aspects of the Baptism and Nativity. The fifth-century Conferences of John Cassian, for example, record that in Egypt the birth and baptism of Jesus were still celebrated together on the Epiphany.55 A theological poem of contemporary date, written by Paulinus Regardless of its exclusion from early exegetical literature, the episode of Jesus' Bath must certainly have been known at a popular level as early as the seventh century, the date of its earliest surviving depictions in art."58 It seems at that date to have also become established in oral legend, as is illustrated by a seventh-century pilgrim's account which describes in Bethlehem, beside the grotto of the Nativity, the stone tub in which the infant Jesus had been bathed.59 Thus it may be supposed that the Bath episode must have attained a certain popular currency some centuries prior to its appearance in formal theological writings. At this stage, it also may have appeared in oral homilies or sermons, as Juhel has recently suggested.60 Indeed, it does not seem impossible that it was a sermon of this very sort in which the typology of Jesus' Bath and Baptism was first directly expressed.61
Whatever its original source, the typological relationship between Jesus' Bath and Baptism was soon recognized by artists not only in Spain, but in many parts of Europe. Beginning in the eighth century, a small but significant assortment of non-Peninsular works can be found which combine the iconography of Bath and Baptism in images similar to the Spanish motif. One of these, which may well be linked with the Spanish tradition, is a late twelfth-century corbel depicting Jesus' Bath, found on the west portal of Saint-Trophime in Arles (Fig. 9) . In this image, whose proximity to the Nativity leaves no question of its identity, the typology of Bath and Baptism has been reversed from the Spanish type: its otherwise traditional depiction of the infant Jesus attended by two midwives is given Baptismal connotations by the inclusion of a dove, which hovers over the infant's head.62 The inspiration for this particular variant might easily have derived from the Spanish Baptism tradition, since Provence, always tied culturally and ecclesiastically to Catalonia, was ruled by the Aragonese Crown in the second half of the twelfth century.63
Meanwhile, other European works which depend upon the Bath/Baptism typology are unrelated in either appearance or provenance to the Spanish Baptism scenes. These include a pair of eighth-century Anglo-Saxon ivories, now in the Victoria and Albert Museum and the Mus6e de Cluny, which include closely comparable Baptism scenes depicting a youthful Jesus seated in a low, tublike font, flanked by John the Baptist and an angel.64 Possibly related to this pair is a Continental plaque dated ca. 900 and now in the British Museum, which depicts a somewhat more elaborate scene of the Baptism. Here, the tub shaped font stands directly in the Jordan river in a manner not unlike that of the Gerona and Turin Baptisms; the hand of God appears above the dove of the Holy Spirit; and the episode is clarified by inscriptions reading "PATERNA VOX" and "BAPTISMUS DOMINI" (Fig. 10) .65 The similarity of this Baptism type to ninth-century images of Jesus' Bath has already been observed by John Beckwith, who, however, chose to dismiss as an artistic error what was surely a deliberate borrowing.66 A second, more idiosyncratic type of Baptism scene is found in Sweden, in the relief decoration of three twelfth-to thirteenth-century baptismal fonts at Bjiresji, Hillared and Grovare.67 These scenes initially resemble the Spanish examples in that they depict Jesus seated in a footed font. However, they differ in almost every other respect from the Spanish Baptism type. At Bjiresj6, for example, Jesus is shown as a bearded adult, holding a cross-staff; he is flanked by the Virgin as well as by the Baptist; and a star, not a dove, hovers over the scene (Fig. 11) .68 Nonetheless, as with the Spanish and English examples, these scenes are distinguished by their striking resemblance to local contemporary images of Jesus' Bath, a scene which also appears with some frequency on medieval Swedish fonts. 69 To seek out direct connections among these three iconographic families would be both difficult and misleading. Although they resemble each other in their most unusual feature, the depiction of Jesus baptized in a font, their discrepancies of appearance, date, and provenance suggest that they developed independently of each other. It is this very independence, however, that confirms the strength of the ideological typology upon which all these works depend. The apparently coincidental emergence, at various times and locations, of three disparate variants based on the same type of iconographic borrowing suggests that the association between Jesus' Bath and Baptism was not limited to a tiny group of Spanish artists, but was recognized and utilized, albeit sporadically, throughout medieval Europe.
The iconographic borrowing that gave rise to the Spanish Baptism in a font thus had a double inspiration. First and foremost, the image was inspired by a pictorial typology: a simple formal similarity between the conventional formula for the Bath of Jesus and the formal requirements of a traditional Baptism scene. In addition, however, its creation was supported by the ideological typologies-both generic and specific, both patristic and popular-that link the two events. In combination, these mutually reinforcing factors would have offered an extremely trustworthy foundation to the experimental artist, who could "invent" a new iconographic formula for the Baptism while remaining firmly based in both artistic and theological tradition.
The specific motivations behind this iconographic invention must for now remain unknown. To begin with, the purpose of the image as it is found earliest, in the Beatus codices of Gerona and Turin, is unclear: to date, neither its unprecedented inclusion in the Beatus cycle nor its placement adjacent to the apparently unrelated storia of the Adoration of the Lamb has been satisfactorily explained.70 The inclusion of a Baptism in the Christological programs of San Juan de la Pefia and Ejea de los Caballeros is somewhat less mysterious, but these straightforward narrative cycles offer little conceptual framework for the scene's typological implications.71 A better understanding of the scene's intended function in either of these cases might perhaps offer some explanation for its unconventional form. Uncertain of these circumstances, we are left only to speculate as to the motive of the scene's unknown inventor. The Baptism in a font might be a primarily formal borrowing, created for lack of a more traditional image and with relatively little concern for its ideological implications. Conversely, it might have arisen from an explicit desire to enhance the traditional Baptism formula by making visual reference to the typologically related event of the Bath, and thus to the Nativity.
Conclusions
As we have seen, the unconventional Baptism scene so recently unearthed at San Juan de la Pehia is by no means a mere pictorial anomaly. Instead, along with its relatives in Ejea de los Caballeros, Turin and Gerona, it introduces a new, multivalent Baptism motif based on both pictorial and ideological typologies. The creation and dissemination of this motif in Spain serves as a striking and necessary reminder of the flexibility and innovation with which the medieval artist deserves more often to be credited. Given the opportunity to invent a new formula for the Baptism of Jesus, the creator of the Baptism in a font responded with a motif which met both pictorial and ideological criteria for the scene. This innovation is all the more striking because it occurs in an image of the Baptism, a scene with one of the most consistent iconographic traditions in the history of Christian art. Thus whether impelled by some unexplained exigency or inspired by oral tradition, the motif of the Baptism of Jesus in a font bears witness to both the imagination and the adaptability of an unknown medieval artist. 19. "And I beheld, and lo, a lamb stood upon Mount Sion, and with him a hundred and forty-four thousand having his name and the name of his Father written on their foreheads. And I heard a voice from heaven as the noise of many waters and as the voice of great thunder; the voice which I heard was as the sound of harpers harping on their harps, and they sung as it were a new canticle before the throne and before the four living creatures and before the ancients. And no one could say the canticle but those hundred and forty-four thousand who were purchased from the earth. These are they who were not defiled with women: for they are virgins. These follow the Lamb whithersoever he goeth. These were purchased from among men as the first fruits to God and to the Lamb, and in their mouth there was found no lie, for they are without spot before the throne of God." 
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